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If American artists have, heretofore, produced better portraits 
and landscapes than historical and genre pictures, the reason is 
not far to seek. In the first place, portrait painting is not only 
the usual resource of the struggling artist, but it is also the form 
of art work which is most remunerative in a new and growing 
country. In the next place, we have very little of national his- 
tory upon which the artist can fall back, and our people have 
cared comparatively little for scenes from the history of other 
countries. Our country has been lavishly dealt with by nature in 
the matter of beautiful landscapes, while our population has, until 
a comparatively recent period, not been of the class to furnish so 
much material for the genre painter. Add to these facts the 
consideration that our leading characteristic has been an earnest- 
ness of character, which militated much against any purely 
imaginative work, and we have reason 
sufficient for the fact that we have pro- 
duced so few American novelists, and 
also that genre painting is yet in its in- 
fancy among us. 

That this will not always be the case, 
however, is abundantly shown in the fact 
that genre pictures by foreign artists are 
coming year by year to be more in de- 
mand here, and in the further fact that 
American artists are paying more and 
more attention to the painting of the 
figure, even in essentially landscape pic- 
tures, and to the production of genre 
pieces of the higher class. 

How thoroughly genre pictures are 
appreciated by the art-buying public of 
the United States is pretty well shown 
by the preponderance of works of that 
class in every public exhibition or sale of 
private galleries. Indeed, French and 
other foreign painters of such pictures 
have, for several years, found a mine of 
wealth in the pockets of rich and culti- 
vated Americans ; and not a little of the 
comfort as well as reputation of such 
artists as Meissonier, Gerome, Makart, 
Bouguereau, Cabanel, Zamacois, Vely, 
and a host of others, most of whose 
names are familiar to Aldine readers, 
has been due to the purses of their ad- 
mirers on this side the Atlantic. As a 
rule, these artists have been represented 
here by some of their best works ; but 
this has not always been the case in 
public exhibitions, and it is noteworthy 
that many of the pictures painted for 
and sent to the Philadelphia Exposition 
of 1876, especially those by foreign art- 
ists, were, for some unexplained reason, 
such as by no means did them justice. 
Illustrations of this fact will occur to 
most of our readers who visited the Ex- 
hibition, and compared the pictures there 
shown with specimens of work by the 
same artists to be seen elsewhere. An instance may be cited in 
the picture, " A Lady with a Guitar," shown by Auguste Vely, a 
French artist of merit and repute, who was medaled in the 
Salon of 1874, but whose reputation was certainly not enhanced 
by the namby-pamby picture he sent to Philadelphia. We do 
him better justice than he did himself, by giving one of his works 
which is not only much better but is more truly representative 
of his powers and his style. —A. Saule. 



A GLANCE AT SCULPTURE. 

ARCHITECTURE is generally considered the eldest of the arts, 
and in a certain sense this is no doubt correct, as men certainly 
built houses before they ornamented them ; but the distance from 
the hut of the primitive man to the Cathedral of Strasbourg is 
much greater than that which separates even the humblest 
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known specimens of sculpture from the finest masterpieces we 
possess. Unless, therefore, we are prepared to consider the rude 
hut of the savage a work of art, we ought to award the palm of 
age to sculpture. Men undoubtedly carved forms in wood or 
stone, or moulded them in clay, before they attempted anything 
like painting or engraving. Of course we have no data whereby 
to determine* the relative antiquity of the two arts of painting 
and sculpture, since, from their perishable nature, pictures rarely 
endure for more than a few centuries at most — the works of the 
masters of the fifteenth and sixteenth centuries, which we still 
possess, having been preserved only by the exercise of the great- 
est care ; and even at that many of them are almost obliterated 
by the hand of Time, that edax rerum. We have specimens of 
sculpture, however, dating from a period of nearly or quite four 

thousand years before the beginning of 
our era. Indeed, an Egyptian statue of 
one of their kings, which would have 
done no discredit to the sculptors of a 
much later period, was exhibited at the 
Universal Exposition at Paris, in 1867. 
It is a fact worth recording, too, that this 
singular statue, instead of being carved 
from stone, was of cedar, and had orig- 
inally been covered with a thin coat of 
colored stucco, of which only a portion 
remained. Aside from its antiquity, this 
remarkable work of art is interesting to 
the art student for its intrinsic excel- 
lence. It was found in a tomb, the in- 
scriptions on which showed it to be that 
of Ra-em-Ke, a king of Egypt of the 
fifth dynasty — about the year 4,000 B. C. 
The statue is, therefore, undoubtedly a 
portrait of that monarch ; and the cele- 
brated French critic, M. Lenormant, says 
of it, that as a study of nature, as a strik- 
ing and life-like portrait, it is unsurpassed 
by any Grecian work ; that everything 
being faithfully copied from living .nature, 
it is evidently a true portrait. He states 
that the modeling of the body is marvel- 
ous, but it is the head which most chal- 
lenges admiration. The able writer calls 
the latter a prodigy of life, and says that 
" the mouth, parted by a slight smile, 
seems about to speak. The expression 
of the eyes is almost distressing. The 
eye-balls are shaded by lids of bronze, 
and are formed of pieces of opaque white 
quartz, in the centre of which are in- 
serted rounded bits of rock crystal to 
represent the pupils. Under each crystal 
is fixed a shining nail, which indicates 
the visual point and produces the aston- 
ishing and life-like expression." Such 
praise from such a source must give us a 
high conception of the progress which 
the art of sculpture had made at that re- 
mote date. Unfortunately, if painting 
was at all known then, we have no specimens to show how far it 
had progressed, nor how it compared with the sister art. Con- 
sidering, however, what we know of the history of art develop- 
ment in later times and other countries, it is safe to assume that 
painting had not reached any such point of perfection. There is, 
indeed, this to be said in reference to the two arts, that, whereas 
the painters of to-day are, as a body, equal, and even in many 
cases superior, to the most ancient of those of whose works we 
have any record, our finest specimens of sculpture date from very 
remote ages. The Medici Venus still remains the model of all 
that is most beautiful in the female form, although its age is so 
great as to have become a matter of mere conjecture, and one 
can only wonder, when looking at it, that any sculptor could 
have been found to replace its missing parts — a task which even 
Michael Angelo refused to attempt for the Farnese Hercules, 
and which an inferior artist undertook to his lasting discomfiture. 
Let us not be misunderstood as claiming that there are no 
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modern sculptors worthy of the name, or even that the sculptors 
of the present day have not fully vindicated their right to be 
styled artists in the highest sense of the word. We certainly 
mean nothing of the sort ; but it is sufficiently evident to even 
the most casual observer that there has been no progress made 
in sculpture at all equivalent to that which can be shown in 
painting. To discredit modern sculpture, would be to cast odium 
not only on a large number of foreigners whom we all love and 
admire, but also on a considerable number of our own country- 
men whose lives and deeds have lent a lustre to the name of 
" American." If sculpture seems to be less assiduously pursued 
than the art of painting, there may be reason for the fact — 
although we are not quite prepared to admit it as a fact — in the 
increase of our knowledge concerning pigments, canvases, the 
methods of mixing and applying paints, etc.; whereas, in regard 
to sculpture, we know very little more than did our ancestors. 

At the same time, it must be said, that there is no sort of 
artistic work which is more generally appreciated or commands 
more immediate and generous recognition from the public than 
sculpture. A picture may fail to touch the feelings of the mul- 
titude ; but a figure, moulded "in the round," always appeals to 
the sense of form which is never absent from the human breast. 
This was particularly noticeable at the Centennial Exposition at 
Philadelphia, where the statuary was surrounded, gazed at, and 
talked over far more, than even those paintings which were also 
centres of attraction. 

We have not space in the limits of this article to catalogue 
or describe all the different works which there challenged criti- 
cism, adverse or otherwise, but no one can have failed to notice 
the unusually full exhibition from Italian sculptors. In regard to 
many of these works, it was remarked that they did not fairly 
represent the Italian school of sculpture of the present day ; and, 
in fact, that they seemed rather to have been sent over here on 
speculation than as exhibits of the achievements of true artists 
whose feelings were enlisted in their work. A certain portion 
of these criticisms was undoubtedly merited ; for it is undeniable 
that among the many sculptures sent from Italy there were a 
number which could not be judged good by even the most partial 
friend of either the artists or their country. This objection, how- 
ever, could not be properly made to very many more of the ex- 
hibits sent by Italian artists, gentlemen who, at home and abroad, 
are universally conceded to best represent the condition of the 
art in their country. It is worth noticing, in passing, that the 
fault found with the inferior works to which we have referred is 
of precisely the same nature as the criticism passed by most 
critics upon the Italian school as a whole. To explain, and lest 
we should be accused of making a too sweeping criticism, a (ne- 
cessarily brief) glance may be given at the history of Italian 
sculpture in recent times. 

It is a fact universally conceded that the art of sculpture 
reached its culminating point in Italy in the time of Michael 
Angelo (who died in 1564), and from his day we must record a 
general though not uniform decadence. Very soon after the 
death of the great Florentine there sprung up a school — if so it 
can be properly called — of inferior artists, who, leaving the true 
domain of sculpture, strove chiefly after effects, and dexterity of 
execution was prized above nobility of conception. Of this school 
the most prominent figure is undoubtedly that of Bernini, who 
was born at the close of the sixteenth century, and died in 1680, 
and who was styled by some of his admirers " The Second 
Michael Angelo ; " but the comparison is too much that of " Hy- 
perion to a satyr " to be adopted by the calmer judgment of later 
generations. His works show dexterous execution, but that is 
all ; the " divine fire " is entirely wanting. From the time of 
Bernini to that of Canova, who lived from 1747 to 1822, there was 
nothing in Italian sculpture worthy of notice. Canova, however, 
in Italy, like Flaxman in England, caused a purer and more cor- 
rect standard to be adopted ; and there was an improvement after 
his time, the great Dane, Thorwaldsen, having been one of his 
immediate followers and most favored pupils. Since the day of 
Canova Italian sculpture has steadily advanced, although the old 
standard has not been reached. There is still, it was remarked 
at Philadelphia, a certain pettiness of detail and a sort of attempt 
at realistic effects — such, for instance, as putting real steel knit- 
ting-needles into the hands of a woman knitting — and undoubt- 
edly much of this criticism was just ; but there still remained the 



two facts that Italy not only possesses, apparently, more sculp- 
tors than any other nation, but also that they treated us more 
generously than the artists of any other country ; or, at least, 
sent us more works. Among those most thoroughly represented 
was Francisco Barzaghi, who had about half-a-dozen statues in 
the Exhibition, and of whose " My First Friend " we publish an 
engraving, it being a fair sample of his style. Signor Barzaghi is 
a native of Milan, but has often exhibited in England and the 
United States, and is one of the best of the Italian school of 
sculptors of to-day. — J. A. Miller. 



THE ODD AND HUMBLE IN ART. 

There has probably never been a time, since painting was 
invented, when what are now known as genre pictures — that is, 
pictures having no historical significance, and referring only to the 
affairs of every-day life, with all their humor and pathos, have not 
been produced in greater or less numbers by artists. As the great 
satirists — from the time of Horace, Juvenal, and the other 
ancients, down to the author of " Hudibras " and his still more 
recent followers and imitators — have made the follies and foibles 
of their fellow-men the theme of ridicule and more or less vitu- 
peration ; and as the novelists and the playwrights have used the 
peculiarities, of the rest of mankind as a text, so have also the 
painters, leaving the domains of what is called " high art," drawn 
for inspiration upon the homely life of their contemporaries, for 
subjects for their pencils. Nor can we so much wonder — if won- 
der is indeed necessary— that this should have been the case. It 
may be possible that a saint is preferable to a sinner, but we have 
yet to find out that the saint is necessarily the more picturesque 
object, looked at from an artistic stand-point. In fact, artists 
have by no means always found it so, having drawn their inspira- 
tion quite as often from the ranks of the very lowest as from 
those of the highest of mankind. 

Not to be too particular in our mention of artists, it will suf- 
fice to speak of a few of those who have been noted in the annals 
of art as painters of the humble, the lowly and the odd. Of these 
we find two of the most celebrated in Spain : Diego Velasquez, 
who lived from 1599 to 1660, and who became the head of the 
school of Madrid. He ranked high as a painter of portraits, tak- 
ing rank with Titian and Vandyck ; but all his most celebrated 
compositions are devoted to illustrating the humble life of the 
people of his day and country. Of those the two probably best 
known are '" The Water-Seller of Seville," now in the possession 
of the Duke of Wellington, and the " Topers " in the Madrid 
Gallery, both excellent specimens. 

Contemporary with Velasquez, and scarcely if at all inferior 
to him, was Murillo, who died in 1682. Murillo is spoken of as 
the chief representative of the Spanish school of religious paint- 
ing, of which several excellent examples exist in the European 
galleries. But it is chiefly as a painter of humble life that he is 
best known, especially of many beggar boys and other street 
gamins. Some reason for this may be found, perhaps, in the fact 
that his own origin was of the humblest, and that he drew the 
inspiration for his pictures from the sources with which he was 
most familiar ; hence we find " Spanish Flower Girls," " Beggar 
Boys," and similar specimens of this great painter's skill com- 
paratively plenty. It must be remembered that Murillo's works 
have claims to fame beyond anything supplied by their subjects. 
He is not excelled by any of his contemporaries in softness and 
brilliancy of coloring, nor in picturesqueness of composition or 
in skill in posing his subjects. 

To the same time belonged David Teniers, who was undoubt- 
edly not only the greatest genre painter of his own but of any 
other time as well. The son of a painter of distinction, the 
founder, it is claimed, of the Belgian school oi genre painting, and 
a pupil of Rubens, Teniers preserved strictly his originality ; and, 
though too often coarse, developed a skill in grouping figures, a 
faithfulness of delineation, a spirit, humor, lightness of touch and 
grace of execution, which deservedly place him at the head of his 
class. His humor very often became satire, and no one was too 
lofty in station or too exalted in character to escape his notice. 
Not all his pictures were satirical, however, nor were his subjects 
by any means all drawn from low life, though very many of them 
were ; and in all such he showed the same love of truth which 



